Abstract: This essay argues that narco-narratives--in film, television, literature, and music--depend on structures of narrative doubles to map the racialized and spatialized construction of illegality and distribution of death in the circum-Caribbean narco-economy. Narco-narratives stage their own haunting by other geographies, other social classes, other media; these hauntings refract the asymmetries of geo-political and socio-cultural power undergirding both the transnational drug trade and its artistic representation. The circum-Caribbean cartography offers both a corrective to nation-or language-based approaches to narco-culture, as well as a vantage point on the recursive practices of citation that are constitutive of transnational narco-narrative production.
shadows. This is the formal expression of the transnationalism of the drug trade, and the transnationalism of the field of its narrative production. In the case of productions emanating out of the US media, these shadows express the bad conscience of narco-narrative production, politically ambivalent not only about the racialized, spatialized victims of the war on drugs, but also about its own dependence on the saleability of those victims and their art forms. In the case of productions emanating out of Colombia and Jamaica, these shadows set forth a critical understanding of local violence as essentially structured by US demand for narcotics and its government's militarized, exported war on drugs. On the other hand, formally and generically these narco-narratives betray their own sort of ambivalence, an ambivalence about their own aesthetic and commercial accommodation to the violent social relations produced by these transnational structures.
In two episodes about gangster rap and the narcocorrido, respectively, the US television procedural Law & Order leverages the repetitive capacities of its own formulaic structure in order to make available a critique of the racial substitutions encouraged by the hegemonic imagination of drug violence. These two Law & Order episodes that appeared less than five years apart essentially follow the same plot, featuring drug murders, racialized minorities, and the violent popular music associated with them. However, the doubled, conflated representation of African Americans and hip-hop with that of transnational Mexican migrants and narcocorridos points to a disturbing fungibility of racial signifiers in the transnational field of narco-narrative production, making available a critique of this fungibility even as the show relies upon it. Episode 7 of Season 20, "Boy Gone Astray," aired on November 6, 2009, three years into Mexico's military-led war against the drug cartels. The show opens with the discovery of the corpse of a young blonde woman, ostensibly an interior designer. The investigation locates a 5 second apartment of the victim, filled with valuable modern art, cash, and high-grade marijuana; detectives conclude that she fronted for a Mexican drug cartel, dealing and laundering money through the art market. Clues to her murder emerge through a narcocorrido mp3 that Assistant District Attorney Connie Rubirosa (Alana de la Garza), despite being a native speaker of Spanish, takes to her DJ ex-boyfriend to help decode. He identifies the performers as Los Guerreros, a norteño band commissioned to glorify the exploits of the Vela family drug cartel. No Love" (Season 15, Episode 13) introduced viewers to the underground market in hip-hop mixtape CDs and the discursive production of "street cred" in gangster rap. Moreover, just as "Boy Gone Astray"'s Raphael would find himself poised between the violent world of his Mexican past and the opportunities his parents sought in the US, four years earlier Shawn Foreman seemed to be fulfilling the dreams of his middle-class Queens parents until old ties to the "street," embodied by his friend "Psycho," threaten to derail his upwardly mobile trajectory.
Shawn had just recorded a hip-hop album with the legendary rap producer RC Flex, who was found murdered in his studio at the beginning of the episode, a plotline "ripped from the headlines" concerning the 2002 murder of Run DMC's Jam Master Jay. Police investigation reveals that RC Flex and Shawn had argued shortly before the shooting, apparently about the 7 mixtape version of the album Shawn and Psycho planned to leak to the street, the proceeds of which would fund Psycho's big buy-in to the drug trade. 1 The "equally" in this disclaimer signifies ambiguously: it may indicate that the characters are as fictitious as the situations, or that the telenovela itself is as fictitious as the book. Tellingly, the book El cartel de los sapos, written by former narcotrafficker, DEAcollaborator, El cartel co-screenwriter, and current Miami jetsetter Andrés López López (Rincón 161), earned its notoriety and best-seller status precisely through its claims to be a true secret history In announcing that it is as fictitious as the book, the telenovela either announces that it is not fictitious at all or it points to the slipperiness of truth claims-and the need for the interpretive protocols brought to bear on and through fiction-in a transnational mediascape of secret histories and official accounts, violence and corruption, snitches and TV shows. El cartel juggles the protagonist and his counterpart, as it does discourses of fiction and truth. In this way it manages to "produce an image of illegality," as O. Hugo Benavides argues about Latin American narco-dramas, "in a much more ambiguous and nuanced form than that imposed by official discourse … even [while] still heavily embedded in the political and cultural constraints of the melodramatic medium" (17, 9). The first episode of the series opens with Fresa in handcuffs being escorted out of Miami International Airport and motorcaded to a federal detention center where he is stripped and searched. As he puts on his orange jumpsuit, his argue, is inherent to the narco-narrative genre.
In his career as a narco, Fresa tries to stay aloof from violence and to treat his vocation as a straightforward pursuit of professional gratification and financial security; cartel boss Don
Oscar even remarks upon how much Fresa revels in "moving merchandise (merca)." Yet pressures from within both the cartel and his family evacuate this neutral mercantilist middle ground. When she finally figures out that he is a narco, his grandmother kicks him out of the house, saying: "You have to reflect on the life you are pursuing. This path will only lead you to disgrace." With Fresa cut off from his family, the cartel increasingly becomes a surrogate family.
When Fresa refuses to carry a gun, Don Oscar's partner Don Julio instructs him: "When you have reached the position you're in, you don't do the things that you like but the things you have to." Fresa demurs once more, and Don Julio tells him to get out of the business: "You weren't born for this," and his wife adds, "Stop being naïve." At this moment, Don Julio's body guards rush up to tell him that the police have penetrated the perimeter of the ranch (finca) and that they have to flee. Don Julio says he's tired of running, and the scene cuts to an Ultima Hora newsflash announcing his arrest, followed by a scene of Don Julio in a dank jail cell impotently vowing revenge against his captors. We then cut once more to Fresa, seen in the flip-out screen of the small digital video camera. The visual sequence of "documentary" frames documents that his initial years in the cartel gave him ample warning that he should get out. "In those five years, I travelled the road I'd dreamed so much about," he reflects. "Glory. But I wanted more and more and more."
In the unfolding of El cartel, Cabo emerges as a literal and symbolic obstacle to Fresa's efforts to remain nonviolent, to retire from the business, and to reenter legitimate society. Cabo's arc underscores the dark underbelly of Fresa's desire for "more and more and more," linking the pleasures Fresa takes in commodity trafficking to the violence that inescapably accompanies it. through / decide fe run little joke" and shout "don't move." Overreacting to the dreadlocked passerby from a potentially antagonistic neighborhood, the protagonist of the 1974 "Duppy Gun
Cabo initially serves as
Man" fails to "keep his head" and assumes the dread to be either a ghost or a gunman. This either/or registers the violence that haunts 1974 Kingston's past and threatens its future;
Yellowman's 1982 version marks such violence as the inescapable condition of the present:
Must be a duppy or a gunman I man no find out yet I and I was so frightened
All the M-16 I forget.
While Smith was so frightened that he forgot the name of the girl he was with, so frightened was
Yellowman that he even forgot the M-16s around him. With American-made weapons having flooded Jamaica in the lead-up to the 1980 election, "Duppy or Gunman" marks the pervasive violence that continued to plague society in its aftermath, as "party leaders," in Laurie Gunst's account, "menaced by an outlaw underworld they could no longer control, turned the Jamaican police loose in the ghettos to execute their former paladins" (xv). Nadi Edwards comments on the reggae/dancehall rendering of Kingston's violence: "It is a nightmare world, haunting and haunted, a world in which gunmen turn their victims into duppies, but the killers themselves are ghosts, spectral bodies that materialize only as agents of violence" (12).
The dialogic reggae/dancehall aesthetics of versioning and dub production moves this haunting in two temporal directions: Yellowman's "Duppy or Gunman" is melancholically Say cool down yourself youth man.
The gun go boom-ka-ka-kye-kye-kye,
The Magnum boom-ka-ka-kye-kye-kye,
The cannon go woom, the cannon go woom.
Yellowman's onomatopoetics of violence rhyme over a tinkly, echoed-out keyboard line and a sampled human yelp. He aestheticizes the sonic material of gunfire, and he also, once again, names and thereby sources it. Gunfire from American-made M-16s and Magnums appear as alien, foreign objects: "Say what is this on our likkle island?" Yellowman asks with dismay.
"Duppy or Gunman" thereby changes the scale of the cartography of violence tracked in the song, zooming out in order to set local violence within a US-dominated transnational frame.
The song suggests that its litany of violent crimes, from shoot-ups in dancehalls to robberies in Spanish Town, is a local expression of an invasive geopolitics, ironically affirming the title of 
.
This racialized system is as literary and linguistic as it is economic. In another scene of intertextual doubling, Bone watches I-Man garden with Rose, a wan blonde six-year-old girl whose crack-addicted mother sold her to a sketchy character named Buster Brown. Bone devised her escape from Buster and took refuge in an abandoned school bus that I-Man, no longer on the migrant labor route, had converted into a trailer home. Observing them, Bone thinks:
They made a real nice picture, the two of them and it made me think of that book Uncle Tom's Cabin which I got from the library and read in seventh grade for a book report but my teacher was wicked pissed at me for saying it was pretty good considering a white woman wrote it and gave me a D. My teacher was a white woman herself and thought I "You'll probably think I'm making a lot of this up just to make me sound better than I really am or smarter or even luckier but I'm not. … The fact is the truth is more interesting than anything I could make up and that's why I'm telling it in the first place" (1). This confession asserts Bone's commitment to truth and "interesting"-ness, while recognizing that this story may provoke readers to consider Bone to be bragging about his international adventures with a charismatic Rastafarian elder. Disavowing any interest in self-promotion, this preface preemptively addresses the way the accumulation of racialized echoes and models might inflect the reader's sense of what motivates Bone to share his story.
After accumulating nineteenth-century echoes overshadowed by the violence of slavery, Banks's novel pointedly sets the violence of the present within a geopolitics of the Cold War that
Bone has now been properly formed to read and recite. Having relocated from Upstate New
York to Jamaica's Cockpit Country, host to the Maroon polity Accompong, Bone has joined IMan's brethren working their marijuana fields:
After we had the dirt ready we planted the seeds for the new crop and hauled water and got the rows real soppy and for shading them while the plants were still babies we ran strings from poles and hung these humongous thin camouflage sheets that I-Man said'd been left behind in Grenada after the United States Army finished invading and went home. Dem hiding sheets spread all over de Caribbean now, mon. Dem de bes' t'ing 'bout dat invasion so as t' mek de ganja reach him fulfillment undisturbed 'neath de Jamaica sun an' den return to Babylon an' help create de peaceable kingdom dere. Jah Disclosing the expendability of Black life in the eyes of many Jamaicans and Americans alike, one of the assassins says to his partner, "We shouldn't do a white kid… The tourist
